
  Musical Times Publications Ltd. is collaborating with JSTOR to digitize, preserve and extend access to The Musical Times and 
Singing Class Circular.

http://www.jstor.org

Review 
Source:  The Musical Times and Singing Class Circular, Vol. 21, No. 446 (Apr. 1, 1880), pp. 188-189

Published by:  Musical Times Publications Ltd.
Stable URL:  http://www.jstor.org/stable/3358275
Accessed: 12-01-2016 10:45 UTC

Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at http://www.jstor.org/page/
 info/about/policies/terms.jsp

JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content 
in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. 
For more information about JSTOR, please contact support@jstor.org.

This content downloaded from 202.28.191.34 on Tue, 12 Jan 2016 10:45:08 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org
http://www.jstor.org/publisher/mtpl
http://www.jstor.org/stable/3358275
http://www.jstor.org/page/info/about/policies/terms.jsp
http://www.jstor.org/page/info/about/policies/terms.jsp
http://www.jstor.org/page/info/about/policies/terms.jsp


I88 I88 THE MUSICAL TIMES.-APRIL I, I880. THE MUSICAL TIMES.-APRIL I, I880. 

of high notes for the first trebles and the first tenors, par- 
ticularly for the latter. Of course Mr. Leslie's own force 
would make light of these difficulties, but the proved too 
much for the Brighton choir at the first performance. 
Especial reference must be made to the very artistic treat- 
ment of the orchestra throughout the work. The composer 
does not crowd his score nor make any unnecessary displa) 
of polyphony. But his feeling for colouring is uniformly 
felicitous, and a study of the vocal score will convey but a 
feeble idea of the eSects of many passages in actual per- 
formance. 
De?zkmaler der Toszk IC11St. 

T]ze Works of Palestriwa. Edited by H. Bellermann 
Vol. I., Sixty-six four-part Motets. 

Te Dezenl. By A. F. Urio. Edited by F. Chrysander. 
[Novello, Ewer and Co.] 

GIOVANNI P1ERLUIGI PALESTRINA occupies an unique 
position in the gallery of musical celebrities. The middle 
of the sixteenth century may be taken as the telmination 
of an important epoch in the art and the commencement 
of a new era, the duration of which ended with Haydn and 
the inauvuration of the melodic school. The musXcal glory 
of Flanders had culminated with Josquin Depres and 
Roland de Lattre, and the centre of gravity was for a time 
to be shifted to Rome. It is as an Art reformer that we have 
chief reason to feel gratitude towards Palestrina, for had it 
not been for him a grievous interdict would have been 
pronounced, the blighting influence of which might have 
retarded progress for ages. Ecclesiastical music at that 
date might be fitly characterised as an unholy alliance 
betwixt pedantry and profanity. It is difficult to say whether 
we should feel the greater astonishment at the complacency 
with which the sacred text was blended with secular and 
often indecent airs, or at the equal lack of reverence shown 
in permitting the words of the Mass to serve as the ground- 
work of meaningless canons and other contrapuntal puzzles. 
It will be unnecessary to repeat here the oft-told narratisre 
of the circumstances under which Palestrina composed his 
" Missa Papa Marcelli." Let it suffice that by this work 
he demonstrated to the ecclesiastical authorities that a 
return to the primitive fAtZX bozfrdo1z was not inevitable - 
but that Art stripped of all meretricious surroundings might 
still walk hand in hand with Religion. The service he 
thereby rendered to both cannot be estimated by ordinary 
calculations. The title of " Father of Church Music " may 
be as appropriately bestowed upon him as that of " Father 
of the Symphony " upon Haydn. Like the modern master. 
he lived to a good old age and svrote unceasingly. tRhe 
number of his Masses, Motets, Litanies, Magnificats 
Psalms, and Madrigals would reach a total of severai 
hundred. Dr. Chrasander's collection is to be completed 
in sixteen volumes. The first volume contains thirty-six 
Motets for use on the various festivals of the ecclesiastical 
year, originally published at Rome in I563, and another 
collection of thirty, first published atVenice, I58I. Unless 
however the editor accelerates the issue of the work he will 
be outpaced by Messrs. Breitkopf and Hartel, whose splen- 
did subscrintion edition of Palestrina-uniform with their 
Handel and Bach-is proceedinffl steadily. Eiaht books 
are already published, and it is estimated that the edition 
will be completed in about thirty books, the last of hich 
will be in the hands of the subscribers by the year I8g4 
the tercentenary of Palestrina's death. 

The reprint of Urio's Te Deum is the first of a series 
entitled " Original Sources of some of Handel's Works." 
The next volume will include a Maanificat by Erba, and 
a Serenata by Stradella. It is known to musicians that 
Handel did not hesitate to avail himself, not only of phrases 
but of entire movements from the works of his predecessors 
and contemporaries, and it will be interesting to have 
placed within our reach those scores from which he con- 
descended to borrow his ideas. In the present instance 
he has succeeded in immortalising a composer who svould 
otherwise have been swept from remembrance. Fetis 
simply remarks, concerning Urio, that he was chapel- 
master at Venice near the close of the seventeenth century 
and that he published a work entitled " Salmi Concertati," 
at Bologna, I697. His Te Deum is not even mentioned. 
Why Handel should have selected it as suitable material 
for wholesale plunder it is difficult to say. Suffice it 
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the voice parts beinC more dispersed than in any previous 
portion of the vork and the orchestration fiery and brilliant. 
But at the close the pastoral motive is heard again, and 
the movement ends in the quietest *vay. Now comes the 
gem of the entire composition, a Recitative and Air for the 
Virgin Mary (contralto). The text 4'She pondered in her 
heart ' is prefixed to this number, and Mr. Leslie s mani- 
fest endeavour to render the music thoroughly suggestive 
of Mary's meditative nature has been completely successful. 
1 he air is based upon this most expressive melody:- 
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but its progress is broken with excellent effect by snatches 
of recitative as the current of the singer's ideas changes 
and rechanges. The close is so striking as to merit 
quotation:- 
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Nothing now remains but to close the work in an appro- 
priate manner, and this is done by a Hymn or Chorus of 
People, " Sing for Israel's golden morn," in which mixed 
voices are employed for the only time. A brief prelude 
for the organ, in which the old ecclesiastical phrase- 
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--UJI r --UJI r adopted by so many composers, is once more utilised,- 
leads to the first verse of the hymn. Four bars of inter- 
lude are followed by the second verse with increased 
orchestration and varied harmonies. Another and longer 
interlude, and then comes the third verse,fff, in unison 
the full orchestra and organ accompanying in free counter- 
point. Thevoices break into harmony at the seventh line 
and the word ' Hosanna," four times repeated, brings the 
xvork to a majestic close in the same key that it com- 
menced, namely, C major. It will be gathered from this 
imperfect description of Mr. Leslie's Pastoral that it is 
characterised by sound musicianship and such pleasing 
effects as may be produced by simple means, rather than 
by any startling originality either in the design or the 
details. If any look for strange harmonies and obscure 
phraseology needing analysis and elucidation, they will be 
greatly disappointed with ' The First Christmas Morn." 
The composer has evidently considered the tastes and 
requirements of the majority of music-lovers, and nc)t 
the predilections of those nvho profess an advanced 
eclecticism. Two circtlmstances *vill militate against 
the ready adoption of the work by small choral societies. 
These are the subdivision of each section of the chorus 
male and female, into four parts, and the stlperc.bundance 
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that in hiS 4' Dettingen Te Deum," and in the oratorio 
Xi Saul," we find passages without number identical with 
others in Urio's work, even down to the scoring. Did 
.space permit quotations might be given in support of this; 
but the student anxious to gain an insight into the ideas 
respecting artistic honesty prevalent in Handels day can 
audge for himse}f by glancing through this volume. Let 
Jt be distinctly understooA that the majestic effects to be 
found in the music of the Saxon master are almost in- 
variably his oxvn. He has but taken the dry bones and 
endowed them with life and power. Of course his method 
of procedure vould nsot be tolerated at the present time 
but it is probable that he was no more troubled by qualms 
of conscience than was Bach in utilising the treasures of 
Lutheran psalmody in his motets and settings of the 
Passion. But in all respects the two cases stand upon 
different ground. Bach's action was open and palpable to all 
the world, and his successors, even to the present day, have 
not hesitated to adopt similar means for gaining effect 
when fancy or expediency suggested such a course. 
Handel's pilfering, on the other hand, was done without 
acknoxvledgment, and its full extent is perhaps even yet 
llnknown. Our admiration for the master must not inter- 
fere with our condemnation of principles SQ wholly at 
wariance with the first notions of artistic honour and integrity. 

Mfrss iwl C; for Fo2lr Foices 1zd 0Zgw. Composed by 
E. Silas. Op. 62. [Novello, Ewer and Co.] 

AT the great International Competition of Sacred Music 
held in Belgium in I866 this Mass obtained, amongst 
seventy-six competitors of twelve different nations, the 
first praze. We have, of course, no means of judging the 
merits of any of the unsuccessful compositions, but can 
conscientiously say that, apart frorn the excellent artistic 
workmanship throughout the Mass before us, each move- 
ment has received a treatment so truly in sympathy with 
the text as to warrant us in assigning a high place to 
Mr. Silas as a sacred writer. The pure devotional colour- 
ing which alone can make music felt as we}l as admired 
has obviously ruled the composer throughout his setting of 
the words; and his contrapuntal power therefore is shown 
only where it will legitimately aid in intensifying the eSect 
upon the listener. The " Kyrie '> commences, not with the 
notes, but with the calm feeling of the opening to Beet- 
hoven's Mass in the same key. The bold theme in the 
relative minor, given out by the tenors and answered by 
the altos, is excellently contrasted with the placid character 
of the first subject; and although this fugal portion of the 
movement is not developed at any great length, we have 
some thoroughly good and effective part-writing before the 
return to the original theme. The jubilant character of 
the " Gloria " is appropriately preserved to the words, " et 
in terra pax," which are breathed out in perfect consonance 
vith their peaceful import, and the " Gratias agimus "- 
commencing with the four voices unaccompanied-in E flat 
major, leads most eXectively to a close on the dominant of 
G minor, in which key the " Qui tollis" starts, with a 
melodious bass solos the following "Quoniam tu solus" 
bursting forth in the tonic major, with the same subject as 
the ' Gloria in excelsis," the movement ending with some 
fine bold harmonies, afterwards floridly accompanied, to 
the " Cum Sancto Spiritu." The i' Credo" is in every 
respect a remarkable movement. The " Et incarnatus " is 
set to a lovely subject in A flat major-with an effective 
figure in the accompaniment-and the *' Crucifixus," in the 
tonic minor, is followed by some vigorous and clever 
writing, a good point being gained by the return to C, the 
key in which the " Credo " opens, for the commencement 
of the " Et in Spiritum Sanctum." The short fugal move- 
ment set to the '$ Sanctus" leads well to the " Benedictus," 
the solo parts in which are extremely melodious and well 
contrasted with the brief choral portions. If well sung, the 
" Benedictus " should be the most popular number in the 
Mass, although, musically speaking, we are by no means 
disposed to regard it as the best. The " Agnus Dei," com- 
mencing in C minor, has an excellent change into the tonic 
major for the " Dona nobis," this final movement con- 
taining some remarkably fine points, the concluding sus- 
tained notes for the voice parts, unaccompanied, ending 
the work most effectively. We have preferred to notice 
the Mass apart from the " Graduale," ' Offertorium," and 
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disposed to regard it as the best. The " Agnus Dei," com- 
mencing in C minor, has an excellent change into the tonic 
major for the " Dona nobis," this final movement con- 
taining some remarkably fine points, the concluding sus- 
tained notes for the voice parts, unaccompanied, ending 
the work most effectively. We have preferred to notice 
the Mass apart from the " Graduale," ' Offertorium," and 

" Tantum Ergo " (which are written, of course, for special 
purposes); but we may mention that these movements are 
thoroughly worthy of the work of which they indeed form 
a part, the " Offertorium," especially, including some 
charming writing. Being now published in the well-knowIl 
octavo form, there can be no doubt that this Mass will 
receive the attention it deserves- and we shall be glad tcy 
find that the favourable opinion pronounced upon it in 
Belgium will be thoroughly endorsed in England. 

A History of M?sic,for the se of Ya?lwtg SflldezEs. By 
W. S. Rockstro. [Robert Cocks and Co.] 

WE quite agree with Mr. Rockstro, that " without some 
knowledge of the History of Music we can neither learn to 
estimate the merits of the great masters at their true value 
nor enter fully into their spirit." Beethoven used to sa- 
that his music spoke for itself, and that anybody who could 
not understand it should not perform it- but there can be 
little doubt that the player who can thoroughly enter into 
the mind of a composer can render his works with much 
more dramatic power than a mere accurate reader of the 
notes; and nothing can more conduce to this result than 
an acquaintance with the inner life and surroundings of 
the tone-poets of the world. The worK before us is 
evidently not intended to replace the standard Histories of 
Music, but rather to prepare the young student for the 
perusal of more elaborate books on the subXect * and con- 
sidered in this lightt we can award high praise to Mr. Rock- 
stro's Treatise. A very fair sketch is given of the " Music of 
the Antients," and of what is termed " Gregorian Music "; 
a little explanation, however, being necessary, we think, of 
the svord " Tone," a term which we know puzzles man- 
young students. A "Gregorian Tone," it is said, "is 
nothing more than an exceedingly simple ' Tone ' for the 
Psalms, of great antiquity, written in one or other of the 
first eight Modes and therefore named ' First,' ' Second ' 
or ' Third Tone,t as the case may be." But then the pupil 
may say, " We know perfectly well what a Mode is, b) 
your description, but what is a Towle ? The dawn of Coun- 
terpoint and the invention of the Time Table are clearly 
treated upon, and the rise and progress of instrumental 
music occupies as much space as could possibly be spared 
in a work of such small dimensions. Room is found for 
some specimens from the compositions of the early writers - 
and some very good biographies are given of those com- 
posers who may be said, by their individual eSect upon the 
art, to have been " representative men." At the end of the 
book we have some "Questions for Examination," the 
answers to which are to be given by reference to a well- 
prepared Chronological Index. This will compel the 
student to recapitulate the contents of the work and we 
promise him that if he can satisfactorily answer only the 
majority of these queries, he will have acquired a very fair 
knowledge of the History of Music, to which he will, no 
doubt, find a pleasure in adding at a later period of his career. 

A New zcnd Improved Cfztechisalt of the RlleliowtewlEs of 
M?sic. Compiled by William Buels. [Duff and Stewart.] 

THE object of compiling this little work has been, the 
author tells us in his preface, " to enable students, not 
only of the pianoforte, but of music in its various branches 
to arrive at a correct knowledge of the subject without re- 
ferring to any musical instrument, a plan hitherto too much 
disregarded." There is doubtless much truth in the remark 
that the teaching of the elements of music apart from any 
instrument is but little thought of. The young pupil is 
generally ruled by the pianoforte keyboard- so much so 
indeed, that (as we have found by experience) intervals 
can rarely be calculated with any degree of accuracy, and 
we have even found difficulty in convincing juvenile stu- 
dents that there are not four blnck notes in the key of 
A flat major. The whole of the explanations in this book 
are exceedingly clear, and we have pleasure in secommend- 
ing it for class teaching. We could wish that Mr. Buels 
had adopted the system of linking the major key with its 
tottiC, instead of its relative, minor, because we are certain 
that this is the only method by which correct ideas can be 
gained on this important subject; but the conventional ar- 
rangement will no doubt linger very much longer, and in a 
small Catechism like the one before us, it is perhaps not 
good to be too innotative. 
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